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This thesis consists of contemporary Western orchestral and chamber 
compositions inspired by the analysis of Arabic music structures, by the study 
of specific Arabic medieval musical theories and practices, and by an 
abstraction of spiritual and cultural values related to the Arabic musical sound- 
world. 
On the level of pitch, the compositions highlight the melodic element 
as a complex of internal structures where each pitch generates 'shadows' and 
interacts with many other surrounding pitches. This takes place via the use of 
pivot tones and two retrograde-inversion relationships within the modes 
themselves, which derive from Arabic models (maqamat). The interpolation of 
66 wrong" notes (notes which lie outside the established modality) is frequently 
exploited as a means of effecting modulation. 
On the rhythmic level, the study of Arabic rhythm - its structure, 
potential for ornamentation and capacity for both intensification and 
liquidation - was essential to achieving the type of illusionary perception of 
time that I desired for my works. The Fibonacci series is another relationship 
found in many Arabic rhythms and modes. It functions as a basic element in 
structuring rhythm and duration in my compositions. 
The perception of time is another major concern of my thesis. Each 
composition demonstrates the flexibility and "multiplicity" of time achieved 
through a variety of techniques. One tempo marking is associated with each 
composition, but different tempi are intended to be perceived as the structure 
develops. 
Regarding musical form, I exploited the Arabic models and modes of 
behaviour but attempted, at all cost, to avoid employing pre-established Arabic 
forms. This approach has gradually evolved and it can be only observed in the 
later compositions. 
Spiritually, the concepts of the othemess, ambiguity and illusion were 
my main guides. These concepts were inspired by the Arabic medieval 
writings of a]-Farabi and the practices of the medieval Sufi Orders. 
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I must admit that writing commentaries on music is one of the hardest tasks for 
me, since I regard music as a transcendental art which cannot be described in mere 
words. Therefore, I decided that my commentaries should focus on some aspects of 
the musical matter, i. e. the technical procedures used in the formation of a musical 
corpus. 
Since the remainder of my commentaries will treat the technical aspect of the 
music, I would like to use this introduction as an opportunity to allude briefly to the 
principal intellectual and spiritual issues which act as the established points of 
departure and the goals of my compositions. 
Being both a Christian Arab and a composer of contemporary Western music, I 
regard myself as an other vis-A-vis the Western and Arabic musical traditions. This 
otherness (the state of being a cultural outsider in relation to both traditions) is 
gradually discovered and translated further to technical parameters through the 
abruptness of modulations in the harmonic pace, the sudden shifts in the dynamics and 
the kaleidoscopic and multiple readings of a single element. These technical issues 
make definite allusions to the importance of the "other" as a dialectical element. 
Many of these technical procedures are used in all of the pieces. However, I 
attempted at all costs not to repeat any procedure. I tried to concentrate more on new 
technical devices which were not exploited earlier and/or which were the fruit of a 
gradual discovery. 
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Although my music strongly suggests the use of Arabic musical modes, 
rhythms, textures, instrumental allusions and temporal illusions, I still believe one 
should try to listen to the sounds with an objective earl. Our mode of listening, 
therefore, should attempt to divorce the sound from its usual sensual level and 
exchange the quotidian realm of sonic perception for the discovery of higher truths. 
The compositions are chronologically ordered. They exhibit an increasing 
tendency to draw on the more characteristic elements of Arabic music, especially the 
use of the interval of 3/4 tone - sika (the Arabic interval par excellence) and the oud 
(Arabic lute) as a soloist. The compositions also tend more and more to obey the 
psychological norms of Arabic musical behaviour. This is not to be confused with the 
use of Arabic musical forms, something which I tried to avoid at all cost. 
Each commentary is divided into sub-headings which encompass a general 
description of the piece, and three levels of structure: pitch, rhythm and time. Some 
remarks on instrumentation are included for certain pieces. 





The subject of Individuus is the capability of the individual to change the 
collective. In this sense, the 'wrong' notes of the individual become the essence of the 
modulation of the collective. The piece is based on a quasi concertante form; each of 
the instruments becomes a soloist for a short while. 
Towards its conclusion, the composition has two instances of parody: music 
tradition has neglected the solo viola in its repertoire; in Individuus, this is reflected by 
having the last note of the piece played by the viola alone as a 'neglected' solo. In 
Latin, 'individuus' has two meanings: 'the state of being separated from the collective' 
(in this case, acting as a soloist) and 'indivisible'. A musical 'indivisible' (with 
reference to pitch) is, of course, a unison; the individual (indivisible) therefore 
becomes, ironically, another sort of a collective experience! 
Pitch structure 
The pitch structure is based on the Arabic modes (maqamat) which do not 
include the 3/4 tone interval. Their tone centres follow an ascending structure of 
thirds: C E, G, B, D. The selected modes do not take the form of block-like 
juxtapositions with modulations in between them. Rather, the modulations take place 
by imposing 'wrong' or foreign notes (notes outside the established mode) which 
break the stasis of the harmony and force the mode to modulate continuously. The 
process of selecting these 'wrong' pitches is not an arbitrary one. They are chosen in 
order to stand out from the general harmonic pace, on the one hand; on the other hand, 
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their choice establishes a degree of homogeneity (a discordant yet still-harmonious 
situation, analogous to the Latin expression 'Discordia concors'). In other words, they 
are the 'right "wrong" notes', to use the terminology of Louis Andriessen. Such 
situations can be observed in various instruments as each becomes the 'outsider', 
while acting as an individual soloist. Example I shows a reduction of some of the 
modalities against which the right 'wrong' notes stand out. These foreign pitches enter 
through the use of 'forbidden' tones after a certain modality has already been 
established. It is worth noticing that the 'wrong' notes in this piece do not function in 
any sense as a complementary set, as in serial musical procedures. 
The vertical chordal element is formed from adjacent notes (relying on the 
principle of stepwise motion, which forms the basis of Arabic music theory, using 
trichords, tetrachords and pentachords). Sometimes the chordal component is 
expanded to include all seven pitches of a certain mode, and sometimes it is reduced to 
only two pitches. Very rarely, this rule is set aside in the quest for richer sonorities. 
Example 2 illustrates some of the chordal processes mentioned above. 
The melodic element is based on 'hidden polyphony'. The latter employs 
stepwise motion, adhering to a characteristic feature of Arabic melodic writing. This 
stepwise motion can also be observed in the accompanying contrapuntal figures as an 




The selected rhythmic values adhere to the original form of the Fibonacci 
series (with its concomitant multiples and factors). 2 Each rhythmic value can have 
many different interpretations (Example 4). Sometimes the Fibonacci structure is 
changed slightly for certain practical or aesthetic reasons. 
The rhythmic structure as well as the thematic motives are closely related to 
the character and the behaviour of the instruments (with each having an opportunity to 
be a soloist). The piano is marked energico, the clarinet scherzando and the horn 
maestoso, while the bassoon has the direction lamentoso. Example 5 juxtaposes and 
compares segments of different rhythmic and thematic motives, according to their 
connections with the instrumentation. It is important to note that, despite their 
differences, they all share one rhythmic motive which establishes a common affinity 
between them. These instrumental characters are projected, firstly, onto the general 
collective ambience, and are then reflected briefly. This can be observed in the section 
ritmico energico (mm. 79-91). 
TemiDoral structure 
Individuus is based on one metronome marking and almost exclusively on one 
time signature, 2/4. It is one of the first pieces I have written where I restricted myself 
to composing with one metrical unit rather than developing and/or juxtaposing 
different time relationships. The composition avoids acceleration and retardation signs 
(it twice uses fermatas, in mm. 47 & 126). However, the composition alludes to 
different illusory temporal perceptions. This effect is created by the structuring of the 
2 1,2,3,5,8,13,21 ... Each term is the sum of the two preceding terms: a, b, c, 
d where c=a+b, d=b 
+ c, etc. 
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rhythmic values, where their intensification leads to the illusion of acceleration 
(rehearsal mark H), while their liquidation leads to the perception of an illusory 
slowing down (rehearsal mark Q. The illusionary juxtaposition of temporal motion is 
also used to enhance the perception of different meters being employed, though this is 
not, in fact, the case (rehearsal marks K& 
Occasional changes of time signature (3/8,5/8,3/4) are used in order to avoid a 
certain rhythmic predictability, and/or for aesthetic and structural reasons. The 
opening two measures can serve as an illustration. 
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Retuning the Sound of Time 
(Time Deconstruction I& 11) 
General description 
Retuning the Sound of Time is inspired by the cleconstruction philosophy of 
Jacques Derrida. The piece is about challenging the perception of temporal 
metamorphosis in music. In addition to composed accelerations and retardations in 
rhythm, this approach relies on harmony, heterochrony, silence, textural condensation 
and liquidation in order to manipulate one's usual sense of temporal perception. These 
techniques were inspired by the idea of the Idraj (gradation), taken from the writings 
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of the tenth-century Arabic theorist a]-Farabi. The gradation idea reveals that a 
progressive division in the number of the beats inside one fixed unit of time can create 
an illusion of acceleration. 
The piece is, therefore, based on one temporal unit, i. e. one metronome 
marking, and uses almost exclusively one time signature, without any acceleration, 
retardation signs or fermatas. It is worth noting that an occasional change of time 
signatures takes place, due to structural and practical reasons only. The change takes 
place in the number of beats while the rhythmic value always remains the same 
(quarter note/crotchet), so there is no change in the basic pulse or 'tactus' which 
underlies the structure (which is the case in all my pieces since December 2003). 
3 C. f. George Sawa, 'Theories of Rhythm and Meter in the Medieval Middle East', The Garland 
Encyclopedia of World Music, Vol. VI, The Middle East (2002), p. 392. 
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Pitch structure 
Time Deconstruction I follows a prolongation of the Arabic symmetrical mode, 
Hijaz Kar, which constitutes the opening and the closing mode of the piece (though in 
different transpositions). The prolongation is achieved through the use of a referential 
tone centre, C, around which the other pitches are prolonged symmetrically. 
Time Deconstruction H follows a different type of prolongation, which is based 
on a cycle of intervals of minor seconds and major thirds (25 tone centres) concluding 
with the initial tone centre, F. This prolongation can also be interpreted as a sequence 
of prolonged whole-tone scales based on a group of four notes (structured in an arch 
shape using the following intervals: minor second, major third, minor second), which 
interact with each other. Example 6 shows the prolongation processes of the two 
pieces. 
The chosen intervals (the minor second and the major third) are stressed in the 
melodic writing as a projection of the general structure of the piece. Example 7 
illustrates some melodic fragments which stress these intervals. The melodic writing 
adheres to the principle of 'hidden polyphony', based on the stepwise motion of 
different melodic segments, as was the case in Individuus. 
Both Time Deconstructions are based on the Arabic modalities which have no 
3/4 tone interval. Some of their modulations are formed by abrupt juxtapositions, 
using modes which have few tones in common with the modes which precede or 
follow them. Other modulations are achieved gradually by retaining a large number of 
common tones while progressively changing other pitches until the following mode is 
reached. Example 8 illustrates both types of modulation. 
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Rhythmic and temporal structures 
Time Deconstruction I confronts the question of illusory temporal motion with 
different approaches. The use of fluctuating rhythmic values (in the opening section, 
played by the strings) exemplifies one approach which is employed in the piece. In 
measure 24, by contrast, textural intensification serves as the means for achieving the 
effect of acceleration. 
In the section ritmico mecanico (mm. 25-44), the use of the wood-blocks' 
pulsation serves to establish a new illusory speed. 4 Measure 29 illustrates a gradation5 
in the wood blocks. It creates a mirage of acceleration via its use of further internal 
divisions of the beat (an intensification process). This 'acceleration' is stressed in one's 
perception further due to the sudden juxtaposition of a 'slow' rhythmic figuration in 
m. 28 against the gradative heterochronic rhythmic pattern mentioned above. Example 
9 illustrates this technique. I believe that the fierce and short crescendo of the brass in 
m. 28 (with the punctuation of the fast rhythmic pattern of timpani and tom-toms) also 
helps one's perception of the sudden shift mentioned above. 
In mm. 30-31, an illusory retardation is achieved through the interaction of 
various elements: firstly, the rhythmic retardation of the wood-blocks, bassoons and 
piano, and secondly, the use of long crescendi in the brass heard in relation to the 
previous crescendi, which were short (mm. 27,28). The stasis in the melodic line (in 
4 This particular use of wood-blocks is taken from Louis Andriessen's piece: De Snelheid (Velocity). It 
is intended as a commentary on his piece. His wood-blocks accelerate all the way through while mine 
fluctuate between speed and slowness until they eventually 'derail'. 
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use the term 'gradation' after the terminology of al-Farabi - instead of - 'polyrhythms' since the 
former implies a further division within one fixed unit of time, while the latter has broader implications; 
some of these would imply using superimpositions of different tempi, a concept which is not relevant to 
my approach. Another term which might be appropriate is 'heterochrony' since it implies an 
equivalent-yet-different coexistence of two units of time working simultaneously. 
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the double basses and piccolo, m. 31) enhances the interaction of these elements in 
creating the illusion of temporal retardation. 
By contrast, the melodic activity and rhythmic unity (m. 34) combined with the 
textural condensation in the strings, the rhythmic intensification in the woodwinds' 
pattern (mm. 33-34), the rhythmically composed acceleration in the piano and the 
gradation in the wood-blocks pulsation allows the music to create the effect of 
acceleration. 
At rehearsal mark J, the violas' col legno battuto joined later by cellos, double 
basses and snare drum offers a 'pseudo-equivalent' to the wood-blocks' pulsing figure. 
They use slightly 'distorted' values of pulsation, suggesting that 'real' time cannot 
sustain itself anymore, and that (analogously) the hands of our watches are under the 
influence of a spatially suspended atmosphere where our sense of time no longer 
follows the regular rules of pulsation. The pseudo-pulsation of col legno battuto uses 
alternatively the values of the Fibonacci series (2,3,5) and/or their multiples. 
Example 10 illustrates this procedure. As is the case of all my other compositions, the 
Fibonacci series dictates the rhythmic values of both Time Deconstructions. 
Time Deconstruction H establishes a connection between its intervallically- 
based cyclic prolongation and the Fibonacci series. It uses two (main) intervals, the 
minor second and the major third, and it prolongs 25 tone centres (25 being a multiple 
of 5). 
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The rhythmic and temporal structure of Time Deconstruction II follows some 
of the processes referred to earlier. Textural condensation as a means of acceleration 
can be observed in m. 132, and at rehearsal marks R and S. 
Retardation by means of a gradual augmentation of rhythmic values (composed 
retardation) can be observed in the brass section in m. 138. Another type of retardation 
can be found in mm. 174-179. It is due to the integration of silences. The length of the 
silences is gradually augmented (according to the Fibonacci series); this affects the 
perception of speed in the piece and creates a deceptive sense of retardation, leading to 
the lamentoso section. Another means of retardation is found in m. 244, where it is 
achieved by simply sustaining notes, thus creating a static entity where no activity 
(harmonic, textural, or rhythmic) is taking place. 
Some remarks on instrumentation 
Some allusions to Arabic instruments are integrated into the beginning and the 
end of the Time Deconstruction I. The Arabic way of playing the Riqq (tambourine) is 
conveyed through the use of three quasi-pointillistic registers (matching the three 
types of attacks used in all Arabic rhythms, which are illustrated in Example 11). This 
can be observed in the vibraphone, marimba, harp, piano, and pizzicato strings, whilst 
occasionally tambourine and stopped French horn are added to them as an evocation of 
the tambourine's jingles (mm. 5-10 for instance). Another allusion is made to the 
Qanun 6 through the melodic 'marriage' of vibraphone, celesta, harp and glockenspiel 
(rehearsal mark H). 
6 An Arabic stringed instrument which is similar in sound to the zither, and is played with special kind 
of plectrum. 
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In Time Deconstruction H, half of the orchestra is muted throughout. The 
section lamentoso (rehearsal marks U-Z) features only the muted instruments. 
Towards the end of the piece, the muted instruments are asked to remove their mutes 
as a symbol of liberation (rehearsal mark DD). The first trombone remains muted, 
nevertheless, as an act of defiance! 
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L'Ethique de la Lumiere 
General description 
The piece was inspired by the writings of the philosopher Emmanuel Levinas 
which stress different concepts of mystery, otherness and symbolism related to the 
theme of light. 
In some sections, the composition attempts to translate the type of Arabic 
calligraphy known as al-Thulth into musical form. al-Thuth's structure is interwoven 
with its own ornamentation, creating a complex degree of sophistication. The same 
happens, musically, through the creation of contrapuntal and rhythmic lines which 
illustrate the basic melodic structure (mm. 42-65). 7 
Pitch structure 
Two prolongations form the underlying structure of the piece. The first is based 
on whole-tone scales, while the second is based on a chromatic set which acts as a 
bfidge between the two whole-tone hexachords (Example 12). The choice of these two 
prolongations is closely related to the theme of light and its opposite, darkness. 
Sometimes, for the sake of a longer time span of harsher and more angular character, 
the chromatic progression is expanded to include a larger number of notes. 
In addition to the use of non micro-tonal Arabic maqamat, the piece uses two 
Arabic scales which have the interval of a 3/4 tone, namely, Huzam (mm. 77-92) and 
Saba (mm. 102-125). Example 13 illustrates these two scales in their original forms. 
7 Al-Thuth type of calligraphy can be seen at the end of this chapter, page 18. 
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Due to the use of an extended form of Huzam, a new treatment of internal pitch 
structures emerges, based on a complex web of symmetry and 'shadows' (Example 
14). Each pitch can have more than one 'shadow' (i. e. a pitch which originated via 
symmetry from a certain pitch and which establish reflections - mirrors - to the 
original pitch). This phenomena of 'shadows' pen-nits a wide variety of continuous 
tone substitutions and kaleidoscopic readings of the same pitches. 
The melodic writing is based on the technique of 'hidden polyphony' referred 
to above. 
Abrupt modulations have a very significant role in this composition. Most of 
the modulations are based on introducing, abruptly, scales with foreign tones 
('forbidden' tones), i. e. pitches which were not used in a previous passage. The result 
is a sudden shift in the harmony with a rapid increase in harmonic rhythm, thereby 
creating an illusion of metric acceleration. The fastest pace of harmonic rhythm (using 
these abrupt modulations) takes place between mm. 67-71. Example 15 illustrates the 
different relationships of the scales to each other, together with their relative rhythmic 
values, which diminish gradually. 
The end of the piece offers a similar case of abrupt juxtapositions of harmonic 
'blocks'; each is associated with the contrasting character conveyed via the 
instrumentation (mm. 184 vs. 185 and 190 vs. 191). 
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The vertical construction is based on the stepwise structure of trichords and 
tetrachords explained earlier. Exceptions are less frequent than in earlier pieces, 8 and 
they are justified only on aesthetic grounds. For instance, an exception occurs toward 
the end in m. 185 (Example 16). 
Rhythmic and temporal structure 
As in the previous pieces, the Fibonacci series determines the rhythmic values. 
The gradual diminution of rhythmic values (combined with the harmonic rhythm and 
textural condensations) creates illusionary accelerations of tempo (mm. 67-71). One 
metronome marking and time signatures which have the same underlying pulse are 
used, but various temporal motions are perceived. This is due to the use and/or 
interaction of various elements (some of which have been already explained). These 
include heterophony (piano and vibraphone mm. 144-147) which contains the 
gradation phenomena, textural condensations (rehearsal mark Q or liquidations, the 
integration of silence (mm. 151-153) and harmonic rate of modulations mentioned 
above. 
Some remarks on instrumentation 
The piece alludes to timbral depictions of certain Arabic instruments through 
the interaction of different Western instruments. For instance, clarinet, marimba and 
chordal string pizzicati represent the oud (mm. 131-137); oboe and trumpet, the mizmar 
sa'idi 9(mm. 139-143); heterophonic patterns in piano and vibraphone, the qanun 
(mm. 144-147). 
8 Cf. p. 2 above. 
9 Mizmar sai'di is an instrument similar in its sounding to an oboe. It exists mostly in the Egypt. 
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The instrumentation aims to achieve timbral voice-leading through the 
marriage of various colours and registers of different instruments. 
20 
Al-Thulth calligraphy 
"If you give thanks, I will give you more". 




The piece was inspired by Sufi ascetic practices dating from the thirteenth 
century. It strives to translate the concept of "acting against desire" through various 
musical parameters. The composition explores different approaches to modality using 
- predominantly - Arabic scales which have the interval of a 3/4 tone. In this piece, 
Arabic musical models were followed, including an opening with a quasi- 
improvisatory lyrical ambience (mm. 1-32), an imitation of the riqq (tambourine) 
(mm. 23-24 & rehearsal mark H), an oriental church antiphonal dialogue between solo 
psalmodic singing and collective refrain (mm. 34-38), and the dance and ecstatic 
culmination of Sufi rituals (rehearsal marks M-0). 
Pitch structure 
Le Contred6sir follows a prolongation of three tone centres (G, C, B4100. 
Each tone centre is associated always with one of the three instruments which acts as a 
soloist (clarinet = G, cello = C, French horn = Ed/E). However, each time the tone 
centre of a particular instrument occurs, different modalities are used. 
The modality is, mostly, treated in three ways: firstly, as a static foundation 
where no modulation occurs (mm. 1-14,160-175). Secondly, it occurs as a tetrachordal 
framework within which modulations take place, thus allowing a range of different 
tetrachords to be employed, while retaining a common tone centre (mm. 52-64). 
10 A notation of 3/4 tone. 
22 
Thirdly, it is manifested as a continuous metamorphosis when subjected to a rapidly 
changing series of modulations (mm. 127-128,138-139). 
Within static areas, the different modalities are related to each other by a 
symmetrical retrograde-inversion relationship. II For instance, the opening mode, with 
the clarinet as the featured solo instrument (mm. 1-14), is the retrograde-i n version of 
the following mode (in a transposition) featuring the cello as a soloist (mm. 16-30). 
This is illustrated in Example 17-A. The "two" selected modes encompass all twelve 
chromatic pitches (substituting B and A flat for B and A quarter-tone flat). Two tone 
centres are stressed by virtue of their repetition, C&G; this underlines their structural 
significance for the piece, as mentioned earlier. 
This projection (reflection) of one mode to another is balanced through the use 
of a mode which contains the retrograde-inversion within itself; this is played by the 
French horn as a soloist (mm. 33-50), as shown in Example 17-B. 
The continuous tetrachordal deconstruction features the second principal 
technique employed with Arabic modes. This tetrachordal element is stressed here 
since the modes are created - originally - via the union of similar or different 
tetrachords. 12 This technique results in an internal metamorphosis which contrasts 
with/acts as a foil to the static use of modality encountered earlier. Example 18 
demonstrates some of the internal tetrachordal deconstructions used in this piece 
(mm. 52- 64). 
II. Actually all Arabic modes are related and spring from the retrograde-inversion relationship either by 
virtue of having this structure inside the mode itself or by projecting the retrograde- inversion structure 
onto another mode. 
12 C. f. p. 2 above. 
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The melodic writing is based on hidden polyphony and on a complex web of 
'tone shadows'. The latter are the product of various symmetrical relationships 
associated with the modes involved and the degree of symmetry they exhibit in their 
original fonns. 
Abrupt modulation continues to occur at certain moments in the piece (mm. 150 
vs. 151,158 vs. 160). Some of these modulations are achieved through the use of 
4wrong' notes (those which are foreign to the mode) as a means of breaking the pre- 
established modality (F in horn m. 14; Ed unison in m. 32; the final E in unison). 
Although vertical chords are generated from the stepwise motion rule referred 
to earlier, there are a few exceptions. Example 19 illustrates some of them. 
Rhythmic structure 
As in my previous compositions, the Fibonacci series governs the selection of 
the rhythmic values of the piece. This time, the Fibonacci series results from the use of 
an Arabic rhythm, sama'i thaqeel. This rhythm contains ten eighth-notes units which 
are distributed in an array of kaleidoscopic structures based on the Fibonacci series. 
Example 20 illustrates the original form of the rhythm and its various inherent 
Fibonacci structures. 13 
13 Sanw'i thaqeel contains 10 eighth-note beats divided into two groups of 5 beats, which are further 
subdivided into 3,2 and 2,3. Another reading of this rhythm would be through investigating the beats 
on which the dum takes place. It takes place on the first, sixth and seventh beats, which are in 
themselves an equivalent structure to the Fibonacci series (1,6,7). The tak beats take place 
symmetrically on the fourth and eighth (both multiples of the number 2). In addition, it should be noted 
that the rests' (es') overall number is 5, the dums' is 3, while the taks' overall is 2. This forms, 
therefore, a further example of the Fibonacci series, i. e. 2,3,5. 
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Since this rhythm - as in all Arabic rhythms - contains three basic structures, 
they are identified through registral and timbral differentiation. 14 Pizzicato or staccato 
in the bass register stands for dum; pizzicato, staccato or slap tongue in the middle 
register for tak. Ricochet sul ponticello for the cello or stopped French hom played 
portato represents the jingles of a tambourine, which are usually used in Arabic 
performances in order to stand for the third rhythmic unit, namely, es, which is the 
equivalent of a rest (period of silence). 
In order to avoid literal repetitions of the sama'i thaqeel rhythm, a system of 
permutations was developed, which allowed the three basic units of the rhythm to be 
maintained. The permutations extend over mm. 51-90; some of them are shown in 
Example 21. 
Temporal structure 
The temporal structure adheres to the principles described in the previous 
pieces: one metronome marking, time signatures that are multiples of the same basic 
pulse, and illusory accelerations and retardations which can be perceived due to the 
elements already explained. However, mm. 103-106 show an additional element which 
adds to the illusion of acceleration, namely, the gradual diminution of the rhythmic 
groupings of the cello. Example 22 clarifies this idea. Adding the textural 
condensation of clarinet to the gradual diminutions in these rhythmic groupings 
strengthens the perception of acceleration. Nevertheless, listening to the cello part 
14 C. f. the basic three units of Arabic rhythm in example 11. 
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alone can demonstrate its potential to convey the illusory perception of acceleration 
without relying on any additional element (Example 22). 15 
15 Notice that the number of groupings is selected according to the Fibonacci series. 
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La Memoire et l'Inconnu 
(Concerto for Oud and Ensemble) 
General description 
Ta M6moire et l'Innconnu' can be understood as my gradual recognition of 
the futility of trying to establish my own sound-world by adhering to my previous 
findings. I was imprisoned by my memories and could not aspire towards new 
discoveries. The first third of the piece shows the process of adhering to my previous 
findings, which function here as memories that could not go beyond themselves. The 
other two thirds (starting at Tenebroso, m. 93) establish a transcendental experience 
reflecting on the role of memory. Every moment in the piece establishes a memory and 
an unknown simultaneously; rethinking the past while holding a tension for the 
unknown future. A few memories of my previous pieces were included as gestures, 
not as quotations, stressing the dichotomy between distant and close memories. 
Furthermore, the piece uses a Christian theme, the struggle between light and 
darkness, symbolized by the use of low versus high registers; the resurrection through 
passing the experience of death. The piece uses also the oud (Arabic lute) as a soloist. 
The oud undergoes a similar experience of struggle between high and low registers 
and experiences a metaphoric death and resuffection. The term Cadenza memore (a 
cadence which remembers) was used in order to stress the role of cadence (in this 
particular piece) as an experience of reminiscence. 
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Pitch structure 
The composition makes use of Arabic modes which have regular intervals and 
ones which have micro-tonal intervals. The modes are explored in three different 
ways. Firstly, as open areas where the material keeps moving from within while the 
modes continuously modulate. Secondly, modes were fragmented to form tetrachords. 
The latter were treated as sets with kaleidoscopic visions of their traditional forms 
(prime (P), inversion (1), retrograde (R), retrograde-i n version (RI) and their various 
transpositions (T)). These kaleidoscopic visions depend on the set's motion (ascending 
and/or descending). Example 23 shows some of the set procedures used in the piece 
where each appearance of the set encompasses multiple visions and various 
explanations enhancing, therefore, the relationships between the 'multiple' and the 
'one'. Thirdly, the mode are fractured into smaller cells, ranging from tetrachords to a 
single note (m. 112). Some of the tetrachords were deconstructed (a procedure 
reminiscent of my piece Le Contred9sir; see example 18) by a gradual metamorphosis 
of their pitch structures (opening of Cadenza memore, mm. 240-249). 
A prolongation of perfect fifths (with its retrograde) governs the general 
structure of the piece C-G-D-A-E-B-F#-B-E-A-D-G-C. Following a structural model 
of Bartok, a stress is made on tone centres C-F# at the beginning and at the centre of 
the piece (rehearsal mark R). The pitch F# is omitted at the very end, leaving C to 
tiiumph. 
It worth noticing the use - for the first time in my compositions - of the 
interval of 1+1/4 tone. This is inspired from the Arabic maqam by the name of 
Musta'ar which begins with this interval (Example 24). This can be observed in 
mm. 123-124. 
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Rhythmic and temporal structures 
As in all previous pieces, the Fibonacci series was used to construct the 
rhythmic figures in the piece. In addition to the use of the rhythm samai' thaqeel 
explained earlier, an Arabic thirteen eighth-note rhythm, by the name of zarafat was 
used to establish further connection to the Fibonacci series. Example 25 illustrates the 
rhythm with its internal divisions which spring out of the Fibonacci sequence. It is 
worth noticing that the rhythm was used also in various rotations. similar in 
construction to the rotation of the ten eighth-note rhythm, as explained earlier. 
As in all previous pieces, the piece uses one 'tactus' (one metronome mark and 
almost exclusively one time signature) while creating the perception of various 
illusory temporal motions. 
Some remarks on instrumentation 
In some passages, the composition tries to treat the Western ensemble as an 
Arabic Takht. 16 For instance, from rehearsal mark C-G, the trumpet (with harmon 
mute), stopped horn, sul ponticello in cello and in viola serve as an extension to the 
jingles of the tambourine, while the pizzicato of the strings in two registers with the 
help of the bongos extends the two other rhythmic units (dum and tak). 17 
The use of the bandir (frame drum) functions as a memory from my piece 
Utthique de la LumWe while serving as a means of stressing the ritual model 
16 Takht is the term for a traditional Arabic ensemble. It is usually formed of a kamanjeh (violin), nai 
(reed flute), qanun (zither), oud and riqq (tambourine). 17 C. f. p. 16 above. 
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encountered in the piece in various passages. The two registers used in the harp and 
the strings' pizzicato (rehearsal mark H) serve to imitate the bandir mode of playing. 
At rehearsal mark H, I make an allusion to the nai (reed flute) by assigning the 
alto flute an important melodic passage using the 3/4 tone interval. An allusion to the 
qanun takes place by uniting heterophonically the harp and the vibraphone (mm. 64- 
78). 
In this piece, the instrumentation has a significant symbolic role. For instance, 
the luminoso passages are associated with the harmonics on the strings, high register 
of harp and triangles. Ombroso (shadowy) passages create a shadow to act as foil to a 
'luminous' instrument (see trumpet with harmon mute (stem out completely) 
combined with harp at rehearsal mark S, and the use of maracas in a 'luminous' 
passage at rehearsal mark AA). The use of the darbuka and bandir stress the 
importance of dance as the culmination of rituals associated with Arabic Sufi 
traditions. 
There are several examples of the sounds of traditional Arabic instruments 
being recreated through Western instruments. A similar interpretation of Arabic colour 
occurs at rehearsal mark N. The oud is re-interpreted by adding a slap tongue on the 
bass clarinet to each note of the harp's melodic line (referring to the plectrum mode of 
playing on the oud). 
In addition, at rehearsal mark GG, the scratch sound of the strings serves as a 
timbral voice-leading to the guiro which is orchestrated by flutter-tonguing glissan& 
on trombone (using practice mute). 
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Conclusion 
Having completed these compositions, I believe that there are still many more 
issues to be discovered in connection with the abstraction of Arabic music into the 
realm of contemporary Western music. The perception of the intervals of 3/4 tone and 
1+1/4 tone is one of the most interesting topics; this requires further examination. 
I believe that music implies requires an act of permanent discovery, since the 
otherness - in Derrida's words - is what escapes definition when definition is put into 
place. Therefore, I hope that my dissertation has opened doors rather than fulfilled 
premises, and I likewise hope that my compositions and analyses have served to unveil 
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Time Deconstruction 11 
Sequential prolongation of overlaid wholc-tone scales 
Example 7 
Projection of the general intervallic structure onto melodic fragments made, mostly, 
of minor 2nds and major 3rds 
Trombone solo mm. 115-117 
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Example 9 
Time Deconstruction 1, mm. 28-29 
... --A M-1- 
Example 10 
Time Deconstruction I, mm. 73-74 
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Example 11 
3 structural units of Arabic rhythm 
dum tak 
NB. es (rest) is usualb, filled with shorter ommiental beats 
Sama'i thaqeel rhythm 
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etc 
dum es es tak es dum-dum tak es es 
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L'Ethique de ]a Lumiere 
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Example 13 
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'Shadow' relationships and symmetries between pitches 
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Some permutations of Samai thaqeel rhythm 
N. B. dum is always the starting unit 
Onginal form 32232332 
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La Memoire et l'Inconnu 46 
Example 23 
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SAED HADDAD 
La Memoire et I'Inconnu 
Concerto for Oud and Ensemble 
Duration: ca. 17 min. 
Februaury, May 2005 
Instrumentation and Glossarv 
Alto Flute in G (Piccolo) 
Oboe (English hom) 
Clarinet in Bb (Bass Clarinet in Bb) 
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Instrumentation and Glossarv 
Clarinet in Bb 
French Hom in F 
Cello 
ý/+= lower or higher a tempered 1/4tone (50 cents exactly) creating an exact % 
tone interval between the lowered note and its neighboring tones; a sound equivalent 
to an Arabic sika. The appropriate fingerings have been added to the score (clarinet 
according to the french system). 
-Tremolos and trills are to be played as fast as possible 
-Acciaccaturas, must be played before the beat; fast but with some 
flexiblity 
-French Horn reads bass clef like treble clef and uses stopping-mute 
Le Contredesir 
Lhico Hommage h Hebnut Lachenmann 
J=46 Sacd Haddad 
znln 
Ir 
Clannet in Bý 







ýMI ý01 1ý I& I 





go. R I" 4V i- Iwo -1 1 
Sim. 
I -stopped) open 





i up Sim. 
pp ý- P.:: -pp alp 
ýrr-x- --pj- 








pp lllhlimLkW P-mf--ý p MP open 
flz. ofd. 
11011-M mw__ 9* AD. IP 
Hn N-j I =1 1 
OIP dp 
ML 
pp p PM 
Sul n- 






MP Mf f 
FB 
Cl. 
pt+ fl, Aý, fl, 
+ ++++ 





aroo pos. nomL 
Sul polu. Sul pclnL sun n 
m r-3 m N= r 
PIMA 
-3 3 r- ord. I Sul P7 % 






















++ Quasi wilo 
ppp 
age 
- alla Punta lo Sul Sul s pont. ) 















sinL SIM 6 'F 
t C1. 
4L) 
MP ff (-NP) sp f (=P) SIM. 
+ 
Hn 97 V ý0- 
PM SO i-P PP IVIP P 
Sul pow 
0 Sul ricochet P'zz- amo, 
OV A ord. pmt. AAAL ý-r. , 
ve. 
LEA PO FK po k -I-i lk ." dp dp dp , EL "o-I 
op mf 
mp SIM. 
25 ord. A- p" I 
P. 44e* cl. im 
==-. o alp 
r-3-i 
L ZARU Hn 
PM pp Sim. 
10 SW pmt. 
6 




r-3 Boo , 


















M7. -, PE Do . 
op 
, +- 






arco ord. Sul Sul 






29 ý r7" "r", 









Hn = 29 :x=ý 
arco ricochet Sul 
fppf ff-< 
Sul pont. Sul pont. v. P ord. Sul pont------,, Ord. word. 
Ml -pap i, 
Vc. 
, ;KIIIIII F- I- 
Sim. f Sim. 
0000 






ii bw 0 IV -ýF i MR 
17 ===ý 11ýII i 
fff 





iff 7 RUN 



















ord. Sim. ord. Sim. ord. 
U- 
7y1 




- 49 l mO ' ' 
p legatissimo 
fsub. 
3-1 0 r- 
I- I-a lp 
diiv L Vi -1 F- q F F- 2P p71 -" = ; ii E.. Role A ýFEjtýý I 
ord. 0, molto sul pont. m 
Ir 
-ff ff 




pizz. aroo ord- 
or(i alloo Sid Pont. SUI ponL 77Jýf- 
-- i I-v11A, -if0-E: EEI 
.; 




















Piq ap p -ff 
Con Moto 
r----id = AKI solo 
. 
ff ftroce 
legadssimo -pre Jo9w 














ly 1 rf T 
Sim. 
r-3 3 
++ ýT+ I -- Pim 
np 
r-3-i r4l; + 








Sim. arco Sim. 
r-3--, +Slrn. Sim. pizz. 3 Pi2Z r-. -3. - sun 
: 000 09 
-41 
AP XIP Mf MP of op op 
, op mf mp mf mp of 






3 r-3--i r-A; 
++ + M, 
I-In m0 wm -* D--ow :r **-- q" 0, -I -=== -- 
arco sim 
sull. 














11 1 -1 r-3--l r-3- 1 006 6 -- -. - 
i. -5 iIýiMaPP. 









sýn. su 00 6 
mm ý- -f l 7Ti 31 
1 dO 
Lj 




m lie -- -I. a, 1va, LI 
MP SIM. 
NEW POOR POR 3 -1 
-121- 
--ý:, I ý:, 
tt 
leis - 
LM N LA mg 
. 10 VIW 9,1 h A, ;ý 1 U 0 bui YTýi 
f ff P 
arco Sim. arco oni 
r- Pizz- r 








L k * bakorml F7-. - ., if i hommoo 
6 6 
101F FN pl, 
to tt 
a's PUM ;vW. III". I p 
om 





Sul pont. arco Sim. 
r-3-i ord. pi". 7-L-Zl P122. 
dr ord. Sim. 
ýfto 
+ 
atw* ap i-it, op 4t, 















83 f-E 3 ý-- r-a 
? cl. hcAmm Fiij. FII 
[in 
Vc. I 














pole -0 1 IP. i "I ph 
Rg MF IF 











am rio 3 Sul Pow Whd 
87 ord. 
A OR 









3OF ýw k-. - -1po I 1; = -i6 IT LN M -M mII I-= =I == IIIVv? 1j1 
6. ý 6m. J 
Sim. 
Bý 
-3 r3 r-a-, +aý + r-a- + u q 
4 
II I= qg-RK 
-- -- W ýdpdp -W -F -= = ,. I. 1 D '- 1 PE - -1 iý* --- I, lrlrlr .T-. -. No . Ir z, ý-a 
ricochet 
, 
p :; ý:;. ý-- ý--- ýw 
arco ord. 
PUZ Old. 




JJ = 461 FI-M-1 
ord. 
flz 
- ý73 $74ý slap 
tongue 
L4) Lt 
f, OF 1 H IN D V& 
ap Preclso 
ord. 





(arco) ;: -3---1 r-3 6A 
--' =P!; =4 P7 ý 1 1ý v - - 1 'l . z- 10., - "IF: . --I--- 
Z eal 1 wr rr If! 11 . .4 




















3 ---1 slap tongm ord. 103 
_________________ I-IIIIIIIII .1 




















-2-9-2- ýa= r-3-Y-3-i r-3---ir-3 i r- 3 --1 
14 
Misterioso 














r- 3 --1 -I 


















































r- 3 ---1 r- 
3 ---1 
i ll -- o - 4! ýý vw_ 'W 
-3+4+ 
IWP 























lop 3 ul pont. 
ncoghat 
o"i 





145 7 r---3 r- *ým 
- 














OA # ý: AiL h.. k 
#tA 
30'F IF 
33 ;)3; -Z 
i Gai 
IL) 











ffý-. ff f 
I rl ]I ýr 
g 1! * MF 














M ý jE Rim" 




























it mp! % w 








Sim. 6m6iý ýmw ff 
pizz. r-3--i r-3---ir-3-i r-3---i 
Vc. 
4tw 4w Rw Rw- 
pp op ==--pp 
SAED HADDAD 
L, e', ' th i"q ue 
iere de la lum"% 
Duration: 10 min. 
March, August 2004 
Instrumentation 
Flute (doubling piccolo) 
Oboe (doubling English Horn) 
Clarinet in Bb 
Bassoon (doubling Contrabassoon) 
French Horn in F (used also with ord. mute and "closing" (stopped) mute) 
Trumpet in C (used also with cup mute & harmon mute) 
Trombone (used also with straight fiber mute, harmon mute, cup mute & bucket mute) 
2 Percussion* 
Piano 
2 Violins (both use plectrum in some passages) 
Viola 
Cello 
Double Bass (with 5h string) 
A5 
q'K WRI 
Vercussion 1: 5 Crotales (metal sticks & Double Bass bow Q, 
Vibraphone, Glockenspiel (ord. mallets) (shared with 2d player), Bass Drum (ord. stick, hard 
stick & with hand), 2 Small Tom-toms (placed as close as possible to Bass Drum), Tambourine, 
Large Suspended Cymbal (with Vibraphone rnallets) (shared with 2d player), Tam-tam (with ord. 
stick and crash cymbai), 2 Maracas (shared with 2nd player) 
*Percussion 11: Tubular Bells (with 3 very metal sticks; quasi trance sound), 
Glockenspiel (very soft mallets) (shared with Ist player), Marimba (choose best mallets to match 
clarinet sound), Xylophone (N. B. no xyiomarimba as a replacment of the last two instruments! ), Large 
Suspended Cymbal (with Triangle beater, hard sticks & Marimba sticks) (shared with Ist player), 
Lion Roar (tuned approx. to --77- 
), Very Large Hammer, Bandir (without snares), 
Bass Drum (with hands) (shared with Ist player), I Small Snare Drum (with hard stick & brushes), 
2 Triangles (Small, Lage), small Chinese Cymbal (with metal stick), 2 Maracas (shared with 
lot player) 
N. B. The score is in C 
Glossarv 
ý= 
lower a tempgre 1/4 tone creating an exact 1/4 tone interval between the 
lowered note and its neighboring tones; a sound equivalent to an Arabic sika, The 
lowered middle E, for instance, should occur at 350 cents exactly! It is highly 
preferable that players take their tuning from the English horn's middle3/4E (refer to 
the fingering below) 
+= left hand pizzicato or stopped notes for French Horn. 
d) = snap pizz. (Bartok's pizz. ) 
= cresc. from nothing 
= dim. to nothing 
flz. = flutter tongue 
-Tremolos, trills & arpeggiati should be played as fast as possible 
-Acciaccaturas have to be played before the beat and should be fast however flexible 
-Small-head notes serve as indication of duration in glissandi passages 
-Special note heads were used to indicate breath sound (winds) or pitchless sound (on 
the wood of the bridge) for strings 
tone fingerina for Enp-lish horn 
For the 3/4 tone production of middle E, English horn player should use the normal 
fingering of Bb (sounds Eb) while half-opening the indicated hole (instead of closing 




Eb position first, then hole to half-open 0 
L'ethique de la lumiere 
Lumbiose misterloso 
didicaledlo DanAlbetuon Saed Haddad 
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ca, .4 minutes February 2004 
Instrumentation and Glossa 
Clarinet in Bb 
Bassoon 




+= left hand pizzicato or stopped notes for French Horn. 
6= snap pizz. (Bartok's pizz. ) 
cresc. from nothing 
-7::: ý = dim. to nothing 
-Tremolos are to be played as fast as possible 
-Acciaccaturas have to be played before the beat and as fast as possible 
-Notes between brackets are notes to be omitted if they are out of reach (for the 
Pianist) 
-Small-head notes are used to indicate the duration of the glissandi passages 
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PiCC010 (used also with mute) 
2 Flutes (2 nd used also with mute) 
2 Oboes (2d used also with mute) 
English Horn 
3 Clarinets in Bb (2"d & Y4 used also with mutcs) 
2 Bassoons (2d used also with mute) 
Contrabassoon 
4 French Horn in F (used also with mutes) 
3 Trumpets in C (used also with Harmon, Cup and Practice mutes) 
3 Trombones (used also with fiber Straight, Bucket, Harmon, Cup & Practice mutes -if available, Yarriaha-silent 
brass") 
Tuba (used also with mute) 
Timpani (4 d=nS tuned at the beginning on F, G, C& g) 
4 Percussion* 
Harp 
Piano/Celesta (I player) 
Violins 1 (16) 
Violins 11 (14) 
Violas (12) 
Cellos (10) 




Percussion 1: Tambourine, 2 large Wood-blocks (identical to wood-blocks of 2 nd &P players, 
always with hard sticks), Snare Drum (with sticks and brushes), large suspended Cymbal (with soft & 
hard stick), Tam-tam (with ord. & metal sticks; also with a Crash Cymbal), Thai Gongs (ord. sticks) A 
A 
T 
U 41 #- ITI 
Percussion 11: 1 pair of Bongos (with hard stick and with hands), 2 large Wood-blocks (identical 
to wood-blocks of Ist player & Yd players; always with hard sticks), Marimba (ord. mallets & best sticks to 
match clarinet sound when indicated), Glockenspiel (with very soft mallets), 2 Crotales (%"th Double Bass 
4S 04- 




large suspended Cymbal (with hard sticks; shared with I" player) 
Percussion III: Bass Drum (ord. sticks), I pair of Congas (with vibes sticks & with hands), 
3 
AnViIS (different sizes; if not available use Metal bus instead), I pair of Maracas, 
2 large Wood- 
blocks (identical to wood-blocks of I st & 2nd players; always with hard sticksL, Vibraphone (ord. Mallets), 
' MI. 2 Tubular bells (ord. hammers & metal sticks) [the ex1ra indicated V r' 
notes can be played on the Tub. Bells set of the 2"dplayerl. ) small suspended 
Cymbal (with hard stick) 
Percussion IV: 3 Tom-toms (2 small, i medium), Bass drum (with ord. & hard sticks; shared with 3d 
player), Tambourine. 
Glossary 
+ Left hand pizzicato (for strings) and closed (for French Homs) 
I. v. / laissez vibrer (leave it vibrating) 
crescendo dal. niente (from nothing) 
diminuedo, al. niente (to nothing) 
flz. =flutter tongue 
- Tremoli and flutter tongues are to be played as fast as possible 
- Acciaccaturas have to be played before the beat and as fast as possible 
- French Homs read bass clef like treble clef, there is no different transposition 
- The score is in C 
4 "o 
Retuning the Sound of Time 
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